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rebukes of the match-maker along with her father and mother while giving filial instruction to her brothers and sisters."9 However, like Liu, Hsieh implies that her rebukes are merely in good form, that it is superficial.
In their recent review of the Chinese literature, Kani Hiroaki, Nishimura and Yu follow the traditional line of interpretation. They include only one scolding song, the bride's rebuke of the match-maker. Their explanation (with which my data does not accord) is that this is a Cantonese boat people's lament and that boat people are simply "more direct" (unrefined) than land people.10 An earlier observer of the Cantonese boat people was Burkhardt: The boat bride cries that she is dying, that her sisters had better go to the coffin-maker and buy grave clothes. Burkhardt says "as a rule the subject of death is strictly avoided by the Chinese, so the leave-taking of the old life and home must have been framed before the boat people absorbed their civilization."1l Burkhardt incorrectly associated the bride's morbid thoughts with barbarian or non-Chinese customs.
The Although the local marriage customs are maintained with great tenacity, the two most dramatic traditions, the ride in the red sedan chair and the bride's lamentation, are rapidly fading. When we lived there,l3 the sedan chair was still used to carry the bride over the narrow stone paths which linked mountain villages. However, in places made accessible by new roads, the sedan chair is being replaced by the hired automobile.
The laments seem to be part of the traditional social organization of arranged marriage. Now that the conjugal couple are having more say in each other's selection, people say that marriage is becoming a happier affair, and there is less need for the bride's weeping. However, these laments were never obligatory to begin with; they are not part 13. The materials used in this article were collected in 1972 during a two year residence in Sai Kung. My wife, Linda Chock, was most helpful in obtaining access to the materials on which this article is based. Others who have helped with particular problems of translation include University of Hawaii students, Chan Yuk-Yun, Joan Chen, and Li Ka-Hing. of the formal rites. They are, on the contrary, the licensed expression of the bride-in some sense they constitute her personal commentary on the formal rites. For at no other time in the prime of her life does she have such freedom to express her feelings. When her feelings are given form, they are much encouraged by the audience (especially women), and it is the lament that provides the form.
The laments are intimate, sad, sarcastic, and contemptuous, all expressed through local and classical idioms blended with idiosyncratic and cryptic metaphors. The bride sighs, recites, chants or sings with great variation in form, and they rarely adhere to the prosody of the classical 7-syllable line folksong. Some are memorized, others cued by the surrounding sisters and aunts, but the emphasis is on the bride's spontaneity and personality. Thus, it is not altogether clear to what degree the range of present performance or lack thereof is a victim of "modernization." In one case we witnessed a bride whose every utterance was a lament, even when she called from her loft to relieve herself! Yet her family, one of the few still engaged in traditional rice farming, was politically progressive and patriotic. Most other brides made little or no attempt to lament, although some of their impertinencies might have been better received had they been couched in a more poetic form.
Although the emphasis is on spontaneity, much of the verse is learned from older women in the village, especially a village spinster, an elder brother's wife, or a father's younger brother's wife. But it is never learned from one's own mother. The verse is traded among the "sisters" (tsu-mei) which include girl friends in neighboring villages and nowadays their classmates from the public primary school in the valley. In fact the laments which are translated here are gleaned from a corpus of notebooks in which the village "sisters" recorded this oral tradition. The recent penetration of these mountain villages by public schools has thus served to preserve much of the marriage custom albeit in literary rather than oral form.14 Nevertheless, this corpus of lament is the private pro-14. The fact that my primary materials are written rather than oral presents a different set of problems in translating them. There is no question that the girls who wrote down these laments were most faithful in their adherence to the oral performance. They made no attempt to refine them. The main problem in translating them is the girl's use of Chinese ideographs for their sound rather than their meaning since all Chinese vernaculars such as Hakka contain numerous unwritten words. Even where a word has a proper graph, she may not know how to write it. The confusion is sometimes increased by the importance of punning in the oral tradition itself. But in this case, having the ideograph more often reveals a pun that might otherwise be obscured in a tape recording.
My collection contains about 46 laments from the notebooks of one village.
perty of the village "sisters" and is as difficult to obtain for our scholarly purposes as is the men's written genealogy. In other words, because of or despite "modernization," these two documents still bear great relevance to the social and cultural life of the village.
Among Sai Kung Hakka the generic term for marriage lament is chiao ("to call out"), or chiaa-ai (literally, "to call for love"). In "calling for love" these laments are by no means "love songs" with respect to the groom's side. In this case, "love" is associated with "mother," hence: "calling for mother." In fact, the bride "calls for" each of her close relatives as she feels herself slipping away from them with each rite of bridalhood. Toward her natal side she associates warmth, light, life (Yang). Toward the other side to whom she is being "sold," she feels nothing but contempt. This side is cold, dark and deathly (Yin). Hence, another oft-used term for these laments is ma-ko ("cursing song"). In almost everyone of her laments the bride includes her curses. Most ubiquitous is her denunciation of the groom and his mother, then the marriage broker. But the scolding also extends to her own parents, though with much greater restraint.
Lamenting Her Death
Marriage is very much the affair of women. Among the most important participants are the bride's unmarried "sisters." It is they who afford the greatest sympathy as they sit by the bride for three days and nights. Over and over the bride contrasts their benevolence and sacrifice in coming to escort her with her own feelings of wretchedness and de- The bride draws a series of analogies which end with the feeling that her heart is as narrow as the space of a well. The well stands for her feelings of confinement and restriction which are part of the binding rites of marriage. The well also raises the spectre of death. It is a passage into the bowels of the earth, and it is the customary site of the unhappy daughter-in-law's suicide.
In another verse the bride contrasts the luck of her "sisters" who are able to return to their parents with the awful fate that awaits her as she departs in marriage: Crossing the yellow river My heart is not yet dead; But once across the yellow river, My feelings will be extinguished.
In another verse she notes how similiar bathing rites are conducted for the dead.
In yet another rite, her elder sister-in-law teases the bride's eyebrow hairs and powders her face. The bride laments over and over how her elder sister-in-law is robbing her of her "protective ornament" (eyebrow hair) and is making her look like a dead person being readied for the coffin.
In one of the final and most critical rites just prior to the bride's departure, the elder sister-in-law combs and pins the bride's hair. The combing is symbolic of fertilization and the pinning stands for impregnation-the golden pin which holds the coiffure in place is sent by the groom. The bride's anxiety is obvious as she stands on that symbolic bank of the yellow river:
If the yellow river is not crossed, The heart can never rest; But to approach the yellow river, The heart is sorely distressed; As the foot steps into the river water, Each step sinks further in; Only I can feel How the heart does throb; As the foot steps into the river water, Each step goes deeper in; Only I can know, How much the heart does grieve; What course does this yellow river follow? Its waters seem so vast and vague; But Only I can feel How the bowels are severed.
Scolding Her Parents
The bride has tender feelings toward her parents, and expresses them toward her mother, but the parents also bear the onus of having "sold" ("betrayed") their daughter into marriage. In Sai Kung, the parents take no part in the rites of the bride's removal since that would reveal even more their complicity in the scheme of "betrayal." In fact the parents wear their work-a-day clothes (in sharp contrast to the parents-in-law); and the bride's parents must forebear her unkind words which sometimes verge on denunciation.
Toward her mother the bride recalls tender loving memories. She intones the pain her mother suffered in giving her birth followed by a year-by-year account of her mother's travail and sacrifice. The lament ends in the ninth year thus invoking a mood of everlasting life with mother's love. Ten is an inauspicious number in that it suggests "completion," hence, "extinction," which is precisely what this part of the marriage entails; that is, in this case, the cutting of the mother-daughter bond.
The mood in another lament addressed to Ngai ai (which has the same sound as the first lament to "my love" and the same reference to The leaves of a book are like the generation of a family.
In succeeding verse the bride begs her mother to keep her several more years. She argues that the household economy can easily support her: "There is no fear of impoverishing the house; there is no fear of defaming the family!" Then the bride addresses the customary assumption that to keep a daughter is to drain the family resource-first in food then in dowry-without compensating the family. Many of the laments include apologies for having been born female. But in this verse she asks if she is really good for nothing by reminding her mother only when she is gone will her parents appreciate all the work she did for them as a daughter: The groom is imagined to be a szu-tzu (little corpse) with the connotation of "runt" or "rascal," a term often used for street urchins. Worst of all is the mother-in-law who is simply a kou-ma (bitch). For instance, in a lament to her mother the bride contrasts her mother's happy lot with that which is in store for the bride:
When my mother turns to her left side, There is elder brother to give a troubled heart relief; When my mother turns to her right side, There is little sister to serve her daily fare. But as your daughter is dying in pergatory, Your daughter is truly afflicted with a grievous fate. Turning to my right side, There is that miserable little rascal; Turning to my left side, There is that ghost of a bitch! In another lament the bride invites her father's younger brother's wife and her elder brother's wife to pull up a stool and chat. With these in-laws the bride feels a sense of unrestraint, and she contrasts their warm and congenial relationships in her family to the tribulation she expects at the hand of her new in-laws. The bride notes that when her sisterin-law's dress is soiled there is warm water to wash in, fresh water to rinse in, and brother's tall golden bamboo* to dry it on under the heat of the sun:
But as I am dying in Hell, I become ever more sordid; As my dress is soiled, There is no place to wash. When I ask the bitch where to wash, The bitch bids me to wash in the fields; When the wash water is finished, I must walk through the pig's piss. When I ask the bitch where to dry it, The bitch summons me to where three roads part; As I dry it up high, The bitch calls out not so high; But as I dry it down low, I fear the little rascal's dirty affections. Another contrast between the two sides is rendered in the bride's lament to her father's younger brother, who is the object of the bride's affection and respect. In this verse the bride depicts how she will conduct the crucial tea ceremony for her in-laws and how she would have * In this and other laments, her big brother's "tall golden bamboo" has obvious phallic connotations. done it for her own elders had she been lucky enough to have been born their son. In serving tea to her new in-laws the bride is supposed to act with extreme deference and complete devotion as their daughter-in-law. She goes from the head of the house down a row of seated elders with most guarded propriety serving each a cup of tea; and then she must go back again to serve a second helping: To reitterate, the laments are not ritually obligatory. They are rather the individual bride's spontaneous commentary on her ritual experience. They are like the icing on the ritual cake-or, in the present study, the spice on the sacrements.
She ends this verse lamenting how cold and dark it is in the house
The bride is departing from her father's house, from a place in which she has found a certain amount of indulgence and sympathy. At least this is the only world she has ever known. Now she is being taken to a completely strange place where she knows she will be little more than a miserable handmaiden burdened with unreasonable trials and con-stant tribulation; it is a place from which there is virtually no escape much less return. Even at this level of experience, the analogy with dying and going to Hell is imposing. But the analogy of death is even more compelling as this more general experience is actually belabored in the rites of bridalhood.
The rites of Chinese marriage conform to the three stages of the ritual process familiar to anthropologists in the works of Van Gennep and Turner.19 In the first period the initiate takes leave of her old status as a daughter and a sister. In Sai Kung marriages this rite of bridalhood includes bathing, dressing in several layers of black clothes, honoring her ancestors for the last time, combing and pinning the hair into a coiffure, plucking the facial hairs, washing the feet, donning the red sequined dragon and phoenix dress, and being escorted (half-carried) to mount the sedan chair. In the second period the initiate is secluded from the mundane world. This is the period of transcendance, or what Victor Turner calls "liminality." For the Chinese bride it is the period in which she is carried from her father's to her father-in-law's houses. The third period is the reintegration phase when the bride assumes her new identity as a wife and daughter-in-law as she pays homage to a new set of ancestors.
In most cultures the metaphor for the ritual process is death. The period of liminality approximates the state of death in which the initiate is secluded from society, held incommunicado, and deprived of any claim to a former or a future status. The Chinese bride is neither a daughter nor a daughter-in-law; she is not a sister, not a wife; she is "lost in the interstices of the social structure." The in-between is a timeless, spaceless, undifferentiated state of nature, characterized by death, decay, cold and amorality, all the things that are anathema to marriage, fertility, warmth, continuity. This accounts for the bride's anxiety expressed in idioms of dirt, cold and disorder as she is separated from her own family. And it is precisely these dangers that the rites of bridalhood are designed to protect against.20 The metaphors of death, decay, darkness and cold are even more compelling when we consider the procedures in the period of departure:
19. See Turner, Victor. The Ritual Process. Aldine: Chicago, 1969. 20. The anxiety which is felt especially by the bride at being lost in the interstices is not only symbolic. There are reports of brides who smother to death in transit, and in one wedding I attended, the bride's dress caught fire from exploding firecrackers while she was sealed in the sedan chair. Many of the real dangers are from the symbolic prophylactic devices which are supposed to protect her and keep her warm while she is socially dead.
Her body is ritually bathed, purified and insulated. Then it is dressed in splendid repose somewhat as a corpse is prepared for eternity. She is increasingly secluded in her bridal chamber where her closest companions sit by her day and night as if they are keeping a vigil for the dead. Her parents appear begrieved, and on the morning of departure she is sealed in a narrow wooden box (albeit a sedan chair) somewhat as she might be sealed in a coffin. In one verse she even refers to the coffin which awaits her at the crossroads. In this she is born away forever.
Another property of liminality and death is license and "freedom." We can see this in the often loud and lewd behavior of old Chinese women. As the bride is being bound into a new life she is first removed from the normal strictures of her childhood. In the process of removal she is permitted to say things with little regard for normal social proprieties. In other words she is licensed to vent her feelings; and these are not simply superficial expressions. Indeed, most of her feelings are tender and sad. Others, as in this study, are dreadful and indignant. This last category includes 1) scolding the parents, 2) rebuking the match-maker, and 3) cursing the groom's side.
In a study of Taiwanese This paper has dealt with but one theme and a small fraction of verse from my total corpus of Sai Kung marriage laments. At first glance this verse seems anathema to the rites of marriage. However, a more in depth view shows that this verse is psychologically and symbolically compelling and that it is not simply a residue of barbarism, nor a superficial face-giving performance, nor even a direct protest against traditional society.
22. Western scholars have put too much emphasis on the blind loyalty which the ethic of filial piety supposedly demands. Even in the Analects, Confucius made it clear that true filial piety must include the right of children to remonstrate with their parents when an injustice has been done.
